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Abstract
As an artist I'm interested since several years in mythology. The myth of the cretan 
labyrinth inspired me for a portfolio of silkscreen prints, drawings, collages and 
since  2008/2009  for  photographies.  The  Minotaure,  half  man  half  bull  as  an 
emblematic figure of the monstrous, shut up in the architecture of the labyrinth in 
Cnossos designed by Daedalos, does actually question several topics on which my 
work is focused. How does the labyrinth as a fictional geography switch over to 
what  the  surrealist  artist  André  Masson  called  “the  labyrinth  of  the  soul”  (le 
labyrinthe  de  l'âme)  ?  How  the  figure  of  the  Minotaure  and  the  hybrid,  the 
monstrous  and  strange(r)  in  general  is  involved  in  problems  dealing  with  the 
questioning of my and our identity? The monstrous figure led me to work with 
techniques mixing painting, photogrpahy and drawing, experiencing in this way 
hybridity by graphic means.  When artists  like Pierre Molinier in the 1960' and 
Jürgen  Klauke  in  the  1970'  experienced  the  body  as  the  geography  of  the 
monstrous and took pictures of those bodies, many artists our days work on the 
image of the body and its multiple means of transformation. Actually, production 
and reproduction of images get mixed up. My recent work  'Identités' and  'Eros-
Thanatos' (2009),  'Métamorphoses' (2010)  and 'Voil'(é)es' (2013/14)  show  this 
confusion.The image should therefore be considered as being in transition whose 
steps of successive transformations are more or less readable ... and the monsters 
are perhaps not hidden in the darkness of mazes, but are revealed in our fictions. 
Key  Words:  Labyrinth,  monster,  hybridity,  photography,  identity,  fiction, 
revelation.
*****
1.  The Geography of the Labyrinth
The geography of the labyrinth has inspired many artists and since the surrealist 
period  of  the  1930's  the  Cretan  myth  has  proved  to  be  much  appreciated  by 
painters,  writers,  sculptors  or  composers.1 Sometimes  in  combination  with  the 
Christian  labyrinth,  the  antique  mythologies2 activated  their  creativity  and 
imagination. Even Arthur Evans’s excavations in Knossos in the beginning of the 
20th century did not  give a more 'scientific'  approach of  the  Cretan  myth.  The 
labyrinth was and is a story of appealing men getting lost in the meanders of the 
labyrinth looking for the unknown, the mysterious, the monstrous ...
In fact, according to the antique mythology, a monster, half man half bull, was 
held up in  the architecture  of  the labyrinth designed  by Daedalus.  Every year, 
seven young girls  and seven young men came over from Athens to deliver the 
Cretans from the Minotaur, the son of Pasiphae, King Minos’s wife, and Poseidon, 
god of the sea, embodied as a beautiful white bull in order to seduce the queen. 
Theseus, one of the Athenians, succeeded to kill the monster, thanks to Ariadne,  
one of the daughters of Pasiphae and Minos, with whom Theseus was in love. 
Attached to Ariadne by love and a thread, Theseus could defeat the Minotaur and 
find his way out of the labyrinth. In doing so, Theseus was brought face to face 
with his love for Ariadne and his fear of the monster. The fictional geography of  
the Cretan myth allowed the hero to get confronted with his feelings of attachment 
and of repulsion. Both were necessary to get out of the labyrinth. But by crossing 
the  labyrinth  and  killing  the  monster,  Theseus  had  undergone  a  profound 
metamorphosis. Was it because the image of the monster had frightened him? Or 
did the fight  with the Minotaur reveal  his  own monstrous part?  Unfortunately,  
Ariadne with her tricky idea of the thread, could not cope with this transformation. 
She was less attractive to Theseus once the monster had been killed. Sailing back 
home to Athens, he took Ariadne with him, but also Phaedra, her younger sister.  
Initially unable  to  choose  between  the  two sisters,  he  finally  decided  to  leave 
Ariadne on the isle of Naxos, where Dionysos took care of  her  before she got 
transformed into stars and disappeared in the sky.
2.  Labyrinths and Hybrid Figures
As an artist, I've been interested for several years in mythology. Ì started my 
work on this topic in 1995 in collaboration with Michèle Schneider. We worked 
together for five years and edited a portfolio of 16 silkscreen prints. These prints 
may be cut out and the cards arranged in order to play different scenes of the myth  
or invent new stories with them. 
Image 1: Anke Vrijs and Michèle Schneider, Le mythe du labyrinhte, silkscreen 
prints, 1995-2000
 © Anke Vrijs 2015 
From  the  year  2000  on,  I  began  to  focus  more  on  the  Minotaur  as  an 
emblematic figure of the monstrous. Half man, half bull, I was interested in his 
hybrid character. I cut my drawings and paintings into pieces and combined them 
with photographs to create new figures.  Here a leg,  there a chest or a head … 
mixing color and black and white, female and male, lower and upper parts of the 
body, bits and pieces stapled, hooked and fixed together disturbing the anatomical 
grammar of the bodies. I did not want to create monsters or misfits consciously. I  
was more interested in combining fragments and inventing new shapes out of pure 
pleasure : this is similar to what we call in French 'bricolage' (do it yourself) 3. The 
monstrous figure led me to work with techniques mixing painting, photography 
and drawing, experiencing in this way hybridity.
It was only a couple of years later that I became conscious of the deeper sense 
of this type of work. I noticed that beyond this simple artistic pleasure, appeared an 
important philosophical question. How is the figure of the Minotaur and the hybrid, 
the monstrous and the strange(r) in general involved in problems dealing with the 
questioning of my and our identity?
Image 2: Anke Vrijs, Hybrids, mixed media, 2002
 © Anke Vrijs 2015
Image 3: Anke Vrijs, Minotaure and Theseus, dry point and mixed media, 
2002
 © Anke Vrijs 2015 
3.  Labyrinths of the Soul
Before  continuing to  talk  on  my own practice  any further,  I  would  like  to 
mention some works of other artists that experienced the body as the geography of 
the monstrous. Many of them have been committed to working on and with their 
own body. If we give a closer look at the work of Pierre Molinier4, Jürgen Klauke5 
ORLAN6 and LawickMüller7, we will perhaps find out more about the relationship 
between the monstrous geography of the body, the image of the body and what the 
surrealist artist André Masson called “the labyrinth of the soul”.8
Pierre Molinier started his career on the margins of surrealism before getting 
interested in photography. He used to take pictures of himself, which he would 
then  cut  into  pieces  and  reassemble  into  new  bodies  by  multiplying  several 
elements in a flower or shiva-like arrangement.9 In order to erase the tracks of his 
'bricolage'/collage,  he  usually  took  a  new  photograph  of  his  composition. 
Production and reproduction of the picture get mixed up in this proces. The loss of 
definition enhances the fantastic and strange nature of the print. The monster is not 
the artist dressed up with high heels and masks. The geography of the monstrous 
appears fully in the final picture, probably revealing the artist’s dream of being able 
to multiply the picture of himself. He deliberately gave an anachronic look to his 
pictures. In his photographs, he managed to erasee the signs of age –he was nearly 
70 years old when he took these pictures!-. Thus these photographs must be seen as 
an  act  of  resistance  and  subversion  in  the  political  context  of  the  war,  when 
manhood and military readiness  were permanently supposed to  be shown off.10 
Being multiple and more female than male,  Pierre Molinier  clearly troubles  us 
about his identity.
Jürgen Klauke in his  'Selfperformances'11 transformed  his body by wearing odd 
costumes pointing out essentially sexual attributes.  The artist  considers that our 
anatomy is not our fate and it's not in our genes that our identity is supposed to be  
located. He creates situations where the fixed rules of the game of identities are 
changed. The confusion about sexual attributes plays a great part in the dismantling 
of the gender opposition.12 This opposition may be considered as a pure fiction and 
a model or example for the crisis of representation.13 This crisis can be explained 
by the multiple approaches of what we consider as being an image.14 Often we not 
only confuse the object with the representation of the object15, but we also confuse 
the picture with the image.16 The picture is the artifact, the object I can fix on the 
wall. The image is what appears in the picture and survives its destruction. The 
image  is  the  expression  of  ideas,  theories,  metaphors,  dreams,  souvenirs  etc. 
through different media like etchings, paintings, photographies, films. … Artists 
make pictures and they work on images whose origins come from the depth of our 
personal and collective history. In other words, artists get their inspiration from a 
mysterious place, from the labyrinth of the soul.
Let's come to the third artist I mentioned before.  When Pierre Molinier and 
Jürgen Klauke experienced the body as the geography of the monstrous through 
pictures showing us a multiple of themselves in the various prints, ORLAN has 
been willing to give birth to herself from 1964 on, thereby interrupting her genetic  
history. She had nine operations in cosmetic surgery which she organized during 
three years like artistic performances.17
Most of the operations were done on her face. Her aim was to look like five 
important female figures in the history of art: Mona Lisa, Diana, Venus, Psyche 
and Europe. She chose these representations for their physical and psychological 
qualities  and  took  a  fragment  of  each  to  recreate  her  own  face.  After  the  7 th 
operation, she made an installation of 41 panels showing her face on two lines. 18 In 
the upper line she showed pictures taken of her face over a three week period. On 
the first one we can see her swollen bloody face. On the last one she has recovered 
completely. In the lower part she put pictures of her face mixed by morphing to the 
five  figures  mentioned  above.  In  this  installation  ORLAN  continues  what  she 
started when she was 17 with 'ORLAN accouche d'elle m'aime'. She gives birth to a 
new body and reverses the biblical principle of the word that was made of flesh. 
Her body becomes the subject of public dispute.19
In her final operation ORLAN decided to radically change her face. What has 
been shaped patiently to be a 'perfect' face is destroyed by the insertion of several  
implants on her cheeks and temples. The following questions may arise : what is 
more monstrous, the will to be an artificial beauty made out of fragments of images 
or the canceling of the ultimate, perfect picture? Is destruction yet involved in the 
manufacturing of the 'ideal' body? What looks like a monstrous body seems to be 
the expression of an uncertain, unsteady and floating identity.
Interesting  in  'Omniprésence' is  for  instance  also  the  early  use  of  computer 
technology for picture making. ORLAN appears as a ghost, which becomes the 
paradigm of her  work.  The picture of  her body is never stable,  as ghostly and 
changing as her identity, which she imagines being multiple and nomadic above 
all.20
La
wickMüller,  a  German  artist  couple,  concentrate  their  work  on  these  fluent 
transformations. From 1992 on, they made portraits of artists living and/or working 
together. Composing their pictures by putting 4x4 photographs on one sheet21, they 
start and end the set by the picture of one of the two persons, while the pictures in  
between are the all virtual portraits, yet undistinguishsable from the real ones.
More than in  ORLAN’s work,  the identity of  the person and the picture is  
troubled.  The hybridity of  the  pictures  disappears  behind computer  technology. 
Virtuality and reality are put on the same level. The artists evidently stress the fact 
that there is fusion and confusion of the picture and the persons they represent. 
4.  Who is afraid of the Minotaur?
Let's go back to my own work : Who is afraid of the Minotaur ? From 2008 on, 
I have projected various pictures22 on my models. Far from LawickMüller’s high 
tech, I am very much attached to the physical manipulation of the picture. I take  
transparent films on which I photocopy pictures projected on the model by means 
of an overhead projector.
On the first picture, the model wears a mask; on the second, a man can be seen  
facing the picture of a small bull figurine. Both give a quiet playful character to my 
work. But by having a closer look, we will notice the frightening shadow behind 
the Minotaur. The outline is distorted and the shape that appears is close to what  
Sigmund Freud calls  'unheimlich',  uncanny or  weird23,  in  opposition to what  is 
supposed to  be 'heimisch',  familiar  and well-known. We are probably afraid of 
what we do not know and what we cannot identify.
In the second picture, different scales interfere: the model, the picture of the toy 
and the pixelated picture of a labyrinth.  What is the 'right'  scale to look at  the 
picture? To what kind of reality do the different parts of the picture appeal? What is 
real,  what  is  virtual  and what pretends to be one or the other? Production and 
reproduction of the picture get mixed up.
Image 4: Anke Vrijs, Who is afraid of the Minotaur?, digital prints,  2009
 © Anke Vrijs 2015
In  my work  'Eros-Thanatos' this confusion comes to  engender erotic  multi-
limbed figures. Based on pictures of one of Michelangelo’s Slaves24, all kinds of 
projections - pictures, but also fantasies, dreams - are united and appear in a bright 
halo emerging from the dark background. The fragmented monstrous figures are 
completed by our desires of unification and merging.
Image 5: Anke Vrijs, Eros-Thanatos, digital prints, 2009
 © Anke Vrijs 2015 
Longing for  this  melting process  finds a  more evident revelation  'Identités'. 
Picture fragments of female and male bodies are projected on female and male 
bodies. After having been cut into pieces, fragments are reassembled. The pictures 
of the two bodies are interlaced. Sometimes a recognizable detail appears, a breast, 
an arm, a head, but in most cases, not only the sexual identity but also the identity  
of the picture is confused. What kind of relations does the picture we see maintain 
with  reality?  Is  the  picture  a  reproduced  reproduction  or  the  projection  of  a 
reproduced reproduction? In the meanders of the different techniques of picture 
producing, our understanding of the picture gets lost. The real body is replaced 
little  by  little  by  its  picture  and  sometimes  completely  disappears  behind  it,  
although the fragments of the pictures themselves are clearly distinguishable.
Image 6: Anke Vrijs, Identité(s), digital prints,  2009
 © Anke Vrijs 2015 
In 2011 I went even a step further with 'Métamorphoses'. I started working with 
software  for  picture  making and  explored  all  kinds  of  functions without  really 
being able to control the procedures ... Rather seduced by the results and tempted 
to reproduce the effects, I had yet to discover that I got permanently lost in the  
meanders of the program. 
Image 7: Anke Vrijs, Métamorphoses, digital prints, 2010
 © Anke Vrijs 2015 
The monstrous  geography of  the  hybrid,  the  fragmented,  the  disguised  and 
made-up body has been replaced by the picture of this geography. Therefore the 
latter  should  be  considered  as  being  a  transition  which  steps  of  successive 
transformations  are  more  or  less  readable  ...  and  the  monsters  are  perhaps  not 
hidden in the darkness of mazes, but are revealed in our fictions. 
'Broken up, pulverized, the body can only take root int the vast  
nebula of possibilities (…) But perhaps the unity of the body was  
only ever a chimera, an illusion of the self, to which centuries of  
art  have  given a definite form – a form which now finds that  
ground has disappeared under its feet'.25
What is said in the quotation above about the body could be said about the 
picture.  Pictures  can be  pulverized,  destroyed,  pictures  are  only ever  chimeras. 
Images  survive  and  we  continue  projecting  our  fears  and  dreams  on  pictures, 
forgetting that we produce monsters when we get confused about the pictures and 
act as if they were images.
My latest work  'Voil(é)es' (Veils/Veiled women) from 2013/2014 is about this 
confusion and these photographs make even more sense for me after January 726... 
Image 8: Anke Vrijs, (Voile(é)s, digital prints an dmixed media, 2014
 © Anke Vrijs 2015
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20 Maxime Coulombe,  Faire du corps une image. Pour une iconographie épistémique de l'art posthumain, (Thesis, 
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2015:
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Anke Vrijs
As an artist, I'm interested in the image of the human body and its multiple tranformations through partial or total 
reproduction and mixing different media. I also give lectures in history of art and art at the departement of architecture 
INSA Strasbourg, France.
